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Impermanence & Entropy: Collaborating
Efforts Installing Contemporary Art

ABSTRACT: Contemporary art exhibitions increasingly include
artworks that vary in size and weight, are ephemeral in nature,
organic in expression, sometimes deceptively frail, purposefully
disorganized, or obsessively detailed. The ways in which
curators, conservators, registrars, and exhibition designers are
engaging in active collaboration with artists to realize complex
conceptual installations are illuminated in these case studies
from various exhibitions organized by The Museum of Modern
Art. This lecture discusses how the museum’s standards of
exhibition preparation and installation, as well as conservation
treatments and maintenance are adapted to fit the necessary
needs for that particular exhibition. Despite long-standing
traditions in approaches to installation planning and display,
The Museum of Modern Art staff embraced the challenges and
recognized the effectiveness of working collaboratively.

Peeling Back the Layers:
Eileen Gray’s Brick Screens

ABSTRACT: Eileen Gray (1879-1976), renowned designer and
architect, created several lacquer block or ‘brick’ screens during
her career. Although there are approximately 15 extant screens,
the focus of this study is limited to 10 white and black screens
with known provenance. Exhaustive archival research, screen
examination, and technical and material analyses confirm the
hypothesis that these 10 screens are dissimilar in fabrication.
This study tracks and records the history, provenance,
fabrication, condition, use, and material analysis of these 10
screens. Letters, journals, and analyses show the design
evolution of the screens and provide further insight into
unpublished material on Eileen Gray's lacquer brick screens.

Archtectural Models: Materials, Fabrication
and Conservation Protocols

ABSTRACT: This lecture describes the development of protocols
for the conservation, exhibition, and display of the architectural
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model collection of the Museum of Modern Art, New York. The
earliest models in the museum's collection were fabricated and
displayed in 1932, whereas the contemporary models
representing current architectural projects are actively
collected. The collection is fabricated from a wide range of
materials including nonarchival products such as styrene,
cardboard, and foam core. A survey of the model collection
examined the materials and methods of fabrication to identify
common condition trends and areas of potential problems.
Survey categories specifically designed for models were
included such as scale, production credit, model date, and
purpose. Survey results found that the purpose and function of
the model, along with fabrication methods, largely contributed
to the model's degradation. In practice, it was demonstrated
that the preservation of architectural models benefits from
written procedures specifically for their display and housing.
Exhibition recommendations for models include written
conservation waivers for loan agreements to facilitate minor
treatment during exhibition, preparation of repair kits for
traveling shows, and education of staff on the maintenance
required for an exhibit with models.

The Eameses’ La Chaise and its delayed
production: a technical study

ABSTRACT: This paper describes the manufacture and history of
the lounge chair La Chaise by Ray and Charles Eames, a
midcentury design icon that has only been available to consumers
since 1996, half a century after it was conceived. Answering a
post-war demand for economical furniture, the prototype was one
of several chairs the Eameses entered into the ‘International
Competition for Low-Cost Furniture Design’ at the Museum of
Modern Art (MOMA) in New York in 1948. Housed in MoMA’s
study collection since 1973, the La Chaise prototype has recently
undergone a technical examination by the Conservation
Department. This analysis, including cross-section microscopy,
X-radiography, scanning electron microscopy with energy
dispersive x-ray spectroscopy, and Fourier transform infrared
spectroscopy (FTIR), combined with study of the Eames’s
extensive documentation of the processes used to make the
prototype, has provided insight into the chair’s construction and
its delayed production. Comparing the materials and structure of
the 1948 prototype with a piece of the contemporary edition,
produced by the German furniture manufacturer Vitra, MoMA
conservators investigated the alterations made to the chair 50
years later and their aesthetic consequences. The study has also
illuminated the Eames’s intuitive creative process and the history
of the prototype, whose overall color changed several times
before it was mass produced in its now iconic white.

Kitchen Stories: Le Corbusier and Charlotte
Perriand’s Modular Kitchen for Marsielle’s
Unité d'Habitation (Radiant City) 1948

ABSTRACT: A built-in kitchen unit from the Unité d'Habitation,
Marseilles, France, Cuisine Atelier Le Corbusier, type 1, designed
by Charlotte Perriand in cooperation with the Atelier Le Corbusier
will be described in detail. A total of 321 apartments of the Unité
were furnished with this kitchen. The lecture will describe the
effective treatment plan and acknowledge the importance of this
kitchen through extensive research, analysis and study trips. The
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analytical results, the decision-making process, and the
conservation treatment of the kitchen unit is now in the collection
of The Museum of Modern Art.
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conservation-dismantle-reconstruct-and-conserve/
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Turn it On: Turn it Off
- Lighting in MoMA’s Collection of
Architecgture and Design Department

ABSTRACT: The interpretation of design objects at the Museum of
Modern Art, New York (MoMA) has continued to change since
the inception of the Design Department in 1932. The museum’s
early history begins by exhibiting lamps as functional objects
that were illuminated, revealing cords and occasionally plugs.
More recently, the museum has exhibited lamps with cords and
plugs removed. Thus viewed as static sculptures, lighted
objects were routinely displayed unplugged or switched off,
highlighting the object’s material, manufacture and form but
negating its function. Today, the museum has seen a renaissance
by curators in the desire to exhibit design objects as they were
intended to function— initiating the concept of electrified design
objects to once again include essential components such as
cords, switches, plugs and bulbs. This paper traces the history
of lighted design objects from the Architecture and Design
collection at MoMA and presents case studies, illustrating
examples of material, the importance of historic components,
and examining the consequences of function, which raises
questions of the “useful” life of the object.

The Life, Death, and Resurrection of
Bruce Conner’s CHILD

ABSTRACT: Bruce Conner’s CHILD was created in 1959 as a
response to the sentencing of death-row inmate Caryl
Chessman who had been incarcerated for the kidnapping and
sexual molestation of a woman in Los Angeles. Conner
responded to this high-profile capital punishment case and his
visceral repulsion to it by creating a frightening sculpture of a
deformed corpse-like child. Made from casting wax, the figure
appears strapped to a wooden highchair with belt and twine, the
head tilted backwards with a gaping or screaming mouth, and
body veiled in torn and stretched nylon stockings. CHILD was
acquired by MoMA in 1970, and while the sculpture was lent to
three venues since its acquisition it has never been on view at
MoMA nor included in a Conner retrospective until now. This
lecture will overview three main aspects of the project: the
history of CHILD and its condition at MoMA, the conservation
treatment process, and the documentation and analysis
implemented to record the treatment.

https://www.moma.org/explore/inside_out/2016/07/06/bruce-conner-
child-conservation/
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Matthew Barney’s “Stadium?”:
A Treatment of Replacement

ABSTRACT: Matthew Barney’s 1991 mixed media work Stadium,
in the collection of the Museum of Modern Art (MoMA), New
York, comprises a pencil drawing on paper within a plastic frame
produced by the artist. Two packs fabricated from clear polyvinyl
chloride (PVC) film and filled with a once translucent gel are
attached to the frame using sewn Velcro tabs. Shortly after its
1993 acquisition, the packs became discoloured and misshapen
through the natural degradation of the plastic and the internal
liquid, unacceptably compromising the object’s overall
appearance and the artist’s original intent. The degraded packs
were replaced with new facsimiles produced in collaboration
with Barney, his studio, and the curatorial department of MoMA.
Extensive material research encompassed unconventional
materials from the electronic and biomedical industries. Using
this treatment as an example, the paper addresses the material
challenges frequently posed in the preservation and
conservation of contemporary art. The ethical and technical
complications associated with replacing components of works
of art and how the circumstances of such interventions might
modify the authenticity of the altered artwork are also examined.

Charlotte’s Corset: The conservation and
investigation of cellulose nitrate coated leather

ABSTRACT: This presentation will describe the innovative
treatment solution for the particular problems inherent to the
Charlotte Perriand Rotating Armchair in the MoMA collection,
address the conservation issues of this type of composite
material, and explore the development, manufacture and
commercial use of leather coated with cellulose nitrate. This
semi-synthetic material was most likely utilized for a short time
after machines were produced to split large leather hides in the
late 1800s, and before cellulose nitrate was replaced by plastics
such as cellulose acetate, polyurethane, and vinyl (PVC) after
the mid-20th century. The early 20th century was a time of
exciting new innovations for modern design, and the Perriand
chair fully incorporated these new materials and technologies.
However, the materials also created unforeseen consequences
in the ageing and degradation of the objects made from them
and new challenges for their preservation and treatment.

Shiro Kuramata Lecture —
“Behind the Scene Conversations of Shiro
Kuramata’s early designs in Acrylic and Wood.”

ABSTRACT: This presentation unveils the never before discussed
early fabrication and techniques of Shiro Kurmata’s early
designs such as the “Miss Blanche Chair”, “Oba Q Lamp” and
“Furniture in Irregular Forms Side 2 Cabinet” (Original
Prototype). Roger Griffith from the Museum of Modern Art
(MoMA) New York will moderate this presentation between Mr.
Takao Inoue, Artist/Designer and Researcher of Shiro
Kuramata’s Designs. The presentation will also introduce
MoMA'’s conservation protocols and collection as well as
introduce case studies of conservation objects.
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ROGER GRIFFITH

Associate Sculpture and Objects Conservator
in the Department of Conservation
at the Museum of Modern Art New York

Roger Griffith is an Associate Sculpture and Objects Conservator
in the Department of Conservation at the Museum of Modern Art
New York since 1998. He specializes in Modern and
Contemporary Art Conservation including Fine Art Sculpture as
well as Design Objects from the Architecture and Design
Department.

He received his MA from the Royal College of Art/ Victoria &
Albert Museum London England in 1997. Prior to MoMA he was a
Fellow at the Sherman Fairchild Center for Objects Conservation,
Metropolitan Museum of Art, New York(1991-93); University of
East Anglia: Sainsbury Centre for Visual Arts in Norwich England
(1996); and The Stedelijk Museum, Amsterdam (1997). He has
worked on many exhibitions during his tenure at MoMA and
published and lectured internationally on various topics of
conservation. His most recent research examines the nature of
the collaborative process of art professionals in regards to the
exhibition installation, preservation, maintenance, and storage of
ephemeral contemporary art. He is a contributing author in the
catalog for It’s All True: Bruce Conner, titled “The life, death, and
resurrection of Bruce Conner’s CHILD” (California University
Press, 2016).

Other publications include The Conservation of Joan Miro’s
Bronze Sculpture at the Museum of Modern Art. Post-prints
forthcoming for American Institute for Conservation/ Canadian
Institute of Conservation Joint Annual Conference, Montreal,
Canada, May 13-17,2016; The Eameses’ La Chaise and its
Delayed Production: A technical Study. Future Talks 015,
Process, The Making of Design and Modern Art Materials,
Technologies and Conservation Strategies, October 28-30, 2015,
Die Neue Sammlung, Pinakothek der Moderne, Munich, Germany;
Peeling Back the Layers: Eileen Gray’s Brick Screens. The
International Institute for the Conservation of Historic Works,
Vienna International Congress, The Decorative: Conservation of
Applied Arts., Vienna Austria September 10-14, 2012, pp.
S130-S137.; Impermanence and Entropy: Collaborative Efforts
Installing Contemporary Art. JAIC: Journal of the American
Institute for Conservation. (2008) 47:3-13.

Roger Griffith will be working with museums and universities
in Japan to deliver a program of educational resources. The
sabbatical would take place between January 2017 and June
2017, and he would be based in Tokyo. He has been invited to act
as a visiting lecturer to a number of institutions, delivering a series
of lectures, workshops and debates. He will also work with
Modern and Contemporary Art institutions explore issues in the
conservation of modern and contemporary art, and to develop
collections management protocols and practices. The teaching
would be in part classroom-based, and would also fully exploit
the potential for visits to artists’ studios, collections (both private
and public), manufacturers and fabricators and private
conservation studios. The program would be highly distinctive in
Japan because there are virtually no conservation programs in
modern and contemporary art, especially sculpture and designed
objects, in the Japanese university sector. His contribution would
be invaluable to young Japanese people seeking to make a
contribution to the care and research of collections.



